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In examining a number of these settings it becomes 
clear that the composers have divided themselves 
into two classes in setting these lines. One party, 
with Professor Stanford at its head, refuses, either 
entirely or almost entirely, to give to the music the 
touch of gloom that seems to be suggested by each of 
the above lines, arguing, no doubt, that the words 
convey to a thoughtful reader no such sllggestion. 
lAhe other side, and it is by far the most numerous 
is represented by Dr. Bridge's unaccompanied settingr 
for four voices, in which he manages to convey in 
the harmonies a distinct suggestion of the '* moanint, " 
and the " sadness " alluded to. Bthich is right ? 
I mentioned two examples of the dilemma in 
which composers find themselves placed. The 
second occurs in Tschaikowsky's opera "Eugene 
Onegin," produced last autumn. The characters 
of Larialccss two daughters, T2tj2?lA and 01gf1, 
present that marked contrast which is so very 
usual in fiction and so rare in life- like Minoln 
and Bre1zda, or like Agat]ze and Ae1lo.che7 in s; Der 
Freischutz" (is it not a reproach to Englieih operatic 
managers that it is necessary to rnention the name of 
the opera in which these characters appear ?), one is 
all sentiment, takes herself most seriously, and, as a 
matter of course, ends more or less tragically while 
the other is nothing if not light-hearted, and one can 
imagine that the part might have been interpreted 
even slcittisllly by a less massive singer than the lady 
to whom it was allotted. In an aria in the f1rst act 
Olt,a, as the cheerful sister is named, describes her 
own nature, beginning thus (the English translation 
seems to represent he meaning fairly enough, though 
tlle German version is a good deal stronger): 
My talent's not for meditation, 
I've not the slightest taste for dreams 
On balcony I take no station 
To sigh beneath the moon's soft beams. 
The strain to which these words are set is of the 
gloomiest description, and at the words "to sigh," 
three times repeated, the flute and voice carry on a 
most poignant little dialogue. Subsequently the air 
gets rather more cheerful, but the return of the 
sombre opening stamps the whole song with a 
character entirely at variance with what seems to 
have been the librettist's intention. Of course it is just possible that the proper tradition of the song is 
that it is pure burlesque; but, if so, the joke is carried 
rather too deep for ordinary mortals, and in so careful 
a performance as that given it is unlikely that this 
would have been allowed to escape notice, more 
especially as a burlesque song, in a later scene, was 
duly made as comic as the very limited powers of the 
singer would allow. It is fairly clear, I think, that 
Tschaikowsky is wrong in thus suggesting the 
qualities that are being described as absent, and it is 
very easy to see what absurdities might result from 
too general an adoption of his practice. VVhat of the 
church composer who in setting the words " There is 
no peace to the wicked" should suggest the quality 
denied by introducing a pastoral movement on a pedal 
bass ? What of a music hall song whose catchword 
" No fear ! " should be set to music expressing terror ? 
Should we be right, however, in embracing alto- 
gether the theory that the suggestion of a thing by 
its opposite should never be permitted ? It will be of 
service, I thinks to take a few examples at random 
from the acknowledged masterpieces of the art, and 
see if some deISnite and satisfactory conclusion can- 
not be arrived at. 
If we begin with Beethoven we shall be left still in 
doubt; for the same hand that wrote the " Calm Sea 
and Prosperous Voyage," with its splendidly graphic 
effect at the words- 
Keine Luft von keiner Seite ! 
Not a breath from any quarter ! 
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BESIDES the somewhat rudimentary function of 
soothing the savage breast, the youngest and most 
modish of the arts has a number of other powers 
privileges, and charms. The whole muslc of the 
stage, from the most subtle music-drama to the 
conventional " slow music " of popular melodrama 
owes its existence to the descriptive power of 
the art, and both parties in the modern warfare 
between " absolute " and " descriptive " music must 
recognise the fact that the art does possess such a 
power, at least for a large number of persons. It is 
given to music to suggest almost every emotional 
state of the mind and feelings, with an intensity 
beyond verbal expression- although it cannot by 
tself direct the thoughts of the hearer to any deEnite 
pic.ure or mood, it can carry its descriptions or its 
emotional or descriptive portraiture farther than any 
words can do, when once the impulse has been given 
whether by words in a song, a descriptive "pro- 
gramme," or action on the stage. 
In one particular direction its powers are entirely 
or almost entirely, limited; it can show us what 
there is to be seen, and help us to realise even the 
details of a landscape, as in the Pastoral Symphony 
and elsewhere, but it cannot bring before us the 
absence of certain features- it can tell us what the 
heroine of an opera is feeling, but it is powerless to 
suggest what she is not going through; and, in short, 
the musical setting of negatives must for ever remain 
a difticulty to the thoughtful composer of those 
negatives, that is to say, which may be called pure 
negatives, for of course the absence of light is 
identical with darkness, the absence of sound identical 
with silence, &c. It has occasionally been found 
possible to express not merely negation of certain 
delEnite qualities, but nullity, pure, simple, and 
complete. Haydn's naive representation of Chaos at 
the beginning of " The Creation " is, of course 
masterly, especially if the period at which it was 
written be considered; but it is safe to say that no one 
who heard it without knowing its title would guess 
what it was meant to represent. Perhaps the greatest 
masterpiece in this kind is the FfMale of Chopin's 
"Funeral March" Sonata, a movement which can 
hardly fail to suggest the thought of utter annihila- 
tion. " Without form, and void " it is, but with the 
desolation of a world extinguished rather than that of 
a still uncreated planet. Though a fairly continuous 
rhythm is felt, melody and harmony are alike absent 
for their absence is only made more conspicuous by 
the momentary suggestions of each that appear but to 
be swallowed up in the wild waste of nothingness 
Beside this the climax of Ingo's godless creed, " La 
morte e la nulla," in Verdi's great opera seems 
brought about by a trick of the most obvious kind. 
But it is not of pure negations such as these that I 
would speak. The every-day diiculty of the com- 
poser is to know how far he ougllt to go in the 
direction of suggesting, as much as in him lies, the 
quality or mood that is asserted to be absent in the 
words he sets. Two very conspicuous examples of 
the reality of this difficulty have lately come before 
musicians in London. Lord Tennyson's death has had 
the result of adding innumerable musical settings to 
the already large number of those which had been 
written to his famous " Crossing the Bar." The list 
of composers now ranges from Professors Stanford 
and Bridge down to sundry amateurs. In the poem 
there are two lines which happen to come in the 
same part of their respective stanzas:- 
And may tllere be no moaning of the bar. 
And may there be no sadness of farewell. 
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I was installed in a room on the upper story of the villa 
and during the first three months of my sojourn livod there 
absolutely alone, taking even my meals in solitude. 
Wagner's study was just under my room, and there he 
worked, as a rule, all the morning without interruption. 
He was then engaged on the " Meistersinger," and when 
he had finished a page of the score he used to bring it to 
me himself, often with the ink still wet * and I, in my turn 
set to work to copy it immediately. 
In the afternoon, after the mid-day meal, which was 
regularly served at one o'clock, I was with equal regularity 
expected to accompany Wagner on his walk, which always 
lasted several hours. On these walks Wagner generally 
appeared to be deeply absorbed and did not speak. I imagine 
that he was still engaged in composition. However, he 
insisted that I should always accompany him. At that time 
I was still extremely shv and reserved, with little experience 
of the ways of society; but as these walks were to a certain 
extent part of my duty, I fancied that it was obligatory 
upon me to entertain the master who strode silently by my 
side. Goodness knows what tortures I underwent in my 
efforts to find subjects likely to interest him ! I positively 
trembled as I started the dialogue on the spur of the 
moment. One day, shortly after my arrival-it was, I 
think, our second or third walk-I thought I had hit upon 
a capital subject, and ventured to sound Wagner upon his 
own vorks. " Can you tell me, Herr Wagner, which 
opera you prefer, ' Tannhallser ' or ' Tristan ' ? " Wagner 
burst into a loud fit of laughter, and replied, " How can 
you ask me such a silly question ? " That was all his 
answer, and the conversation ended there ! From that day 
I never ventured to break silence, unless Wagner gave me 
the lead, so that our walks became more silent than ever. 
Finally, on Christmas Day, after I nad been nearly three 
months in his house, I was invited for the first time and 
presented to Madame Cosima Wagner. From that day 
onward I was treated like one of the household, and dined 
every day and spent every evening in the family circle. 
Every evening Wagner used to read aloud. At that date 
the stories of Hoffmann were in great favour, and Wagner 
read them incomparably, with the utmost animation. 
In this connection, I remember that when " Tristan " 
was first put in rehearsal at Vienna, in I86Z, Wagner came 
one day to read his poem to the artists, in order to enable 
them to enter into the spirit of the work. Some of them 
afterwards declared that if VVagner had devoted himself to 
the histrionic career he would certainly have become the 
most remarkable actor of his time. He accompanied his 
reading with a wealth of gesture and of facial play which 
-to quote the words of one of the artists of the Burg 
Theatre-while betraying his complete ignorance of the 
tricks of the trade, nevertheless revealed an extraordinary 
talent in diction and representation. 
I have mentioned that Wagner's workroom, where he 
was engaged on the score of the " Meistersinger," was 
exactly underneath the room which I occupied in his houseO 
During the thirteen months which I spent at Triebschen, I 
can positively state that I never once heard the sound of the 
pianoforte in his room. This shows that when composing or 
noting down his ideas he vas never in the habit of trying 
how it would sound on the pianoforte. 
In reply to a question whether Wagner ever con- 
sulted him on the use of the different instruments, Dr, 
Richter replied with a smile- 
No. On this point Wagner had no need of advice. He 
was better informed than any one else. On one single 
occasion, however, he came up to my room with a page of 
his score still unblotted, and, pointing out a passage, saidw 
" Do you think that this phrase can be performed on the 
horn at so rapid a tempo ? Isn't it too difficult? " The 
passage in question is in the Finale of the second act of the 
" Meistersinger," where the horn takes up the theme of 
Beckmesser's Serenade. I examined the passage and 
reassured him immediately: " Certainly it can be played, 
but it will sound very queer and nasal." " Capital ! " cried 
Wagner, " that's exactly what I meant it to be. It is sure 
to have a comic effect." And accordingly I had to take 
my horn and play the passage over several times, each 
quicker than the last. Wagner was overjoyed; the effect 
was exactly what he had intended. 
in which it seems as if the singers had not breath 
enough to sing more than one syllable at a time- 
has also created that wonderful close of the Mass in 
D, where the prayer for peace, " Dona nobis pacem," 
is emphasised by the introduction of warlike strains 
gixring most dramatic point and suggestiveness to the 
words of the Office. It will be seen on consideration 
that these two examples correspond exactly to the 
two divergent styles of treatment jllSt spoken of. 
In Schubert's "Wanderer" it is quite clear that 
an additional eSect is reached, and surely it is a 
legitimate one, by the suggestion of peace and rest 
at the words " Wo bist du, wo bist du ? mein geliebtes 
Land," coming, as it does, between the restless strains 
that show us the condition of the mental wanderer 
with his constant longing for the unattainable. 
It would be useless to multiply instances from 
dramatic or lyrical compositions to illustrate the 
diversity of practice among musicians in this respect; 
but it is not really difficult to see that, as a matter of 
fact, one principle underlies this diversity, at least 
with the greatest models. That principle appears to 
be this: if the image called up by a word or phrase 
be strong enough to turn the thought of the reader 
or listener to itself, momentarily away from the 
main subject of the piece, such a change must be 
reflected in the music. If the impending evil or 
the unattainable good is presented vividly enough to 
make us think of it, for however short a time, as in 
the Mass in D and the " Wanderer,e' then the music 
must take cognisance of the episode. To go back for 
a moment to the two instances spoken of at first: 
Tschaikowsky's light-hearted heroine exists only as a 
foil to her serious sister, and we have no desire to 
imagine all the possible moods she might have passed 
through; it is enough to know that she is not senti- 
mental or given to sighing, without bringing before our 
minds the idea of the sighs which she does not heave. 
Tennyson's poem is on rather a diSerent footing, for 
while it is possible to maintain that it expresses the 
serenity of peaceful departure, and only refers to the 
" moaning of the bar " and the " sadness of farewell " 
as evils that are scarcely feared or even thought of 
it will be clear to the ordinary reader that the 
lines convey an earnest desire to escape from two 
accompaniments of death which are a very present 
dread in the poet's mind. So that in this case each 
party may find support. In cases where there is a 
possibility of question as to the right and wrong way 
of treating such words as these, it may safely be said 
that, as it is better to err on the side of reticence 
rather than on that of exaggerated expression, the 
safer course will be to avoid rather than to seek out 
such suggestions in the words to be set. On the 
other hand, it is equally certain that not seldom eSect 
and even legitimate effect, may be sacrificed, from an 
excessive dread of oSending against that purity of art 
which all true musicians must desire to preserve. 
J.A. F.-M. 
WAGNER AND RICHTER. 
IN a recent number of the Gxidc Musical appear 
some very interesting anecdotic reminiscences of 
Wagner, communicated to a contributor by Dr. Hans 
Richter. The famous Conductor, it will be remem- 
bered, after fulfilling a long engagement as a horn 
player in the band of the Karnthnerthor Theatre in 
Vienna, was recommended by Esser to Wagner, then 
in need of a copyist, and proceeded to Triebschen 
near Lucerne, where he spent upwards of a year (October, I866-December, I867) under his roof, and 
made the Erst fair copy of the " Meistersinger." 
Of his early experiences, Dr. Richter speaks as 
follows:- 
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